JNH: That's always a tough question. I think I've both benefited and suffered from my sense that I am very much a chameleon. People tell me that I have influenced certain styles of film composing, specifically a lot of electronics melded with orchestral elements, but hopefully in a somewhat seamless fashion so that it didn't feel like the two were opposites, that they are all felt "of a piece," that the electronics really felt part of the orchestra, or the orchestra felt part of the electronics. It just had a natural quality to it.
I think a strong rhythmic element is something that I've always been [interested in]. When I say rhythmic element, I mean electronically generated or acoustically generated percussion, although that has been something that I have consciously been trying to move away from for a number of years now, because I felt that I had done it, and then done it, and then done it again, and I was really getting tired of doing it; within my career, probably most memorably in movies like The Fugitive, or even most recently with Dark Knight (2008) and Collateral (2004) . The Holy Grail, of course, is to create that kind of excitement and that kind of momentum and that kind of energy within the orchestra itself without having to rely on a drum track.
Even though I'm in the middle of doing a big score now for Phillip Noyce [Salt (2010) ], which is going to involve a lot of drums and percussion and a lot of orchestra on top of it, I'm much more aware and much more interested now in trying to do it without the drums and the percussion when possible. But-getting back to your questionfor me, I think the hallmark of what I do, and I can't avoid it even if I want to, is a very melodic kind of take on a piece, even in tiny little bits and pieces, little motifs, "motifinal" bits, little snippets. I try to be more gestural and less "notey," but it turns out that it's really hard for me to do that. I've gotten better. But I see that as a weakness, not a strength.
Q:
Two of the things we would have put right at the top of the list you haven't mentioned: an ability to be silent and an amazing restraint, a calculated restraint, which of course ultimately leads towards a big punch that everybody knows is coming, at some point or other.
JNH:
I'm flattered that you feel that way. The restraint issue is very important to me, but it's one that I think all composers with a certain amount of facility, and a certain amount of technique, have to labor mightily to achieve. Because the first thing I always do is write too which is a small ensemble score, but I worked so hard on it, very closely with Tony Gilroy, and in the end, we got an interesting score, and almost the universal comment from people was: "Doesn't sound like you." And that's the best thing somebody can say. And they don't mean it as an insult. They just mean . . . Q: . . . that you surprised them.
Yeah! It was a surprise.
Q: I had the same reaction to Duplicity. But also, once again, lots of percussion.
Lots of percussion. Yeah. There was no getting around that. That was sort of an order from on high. I thought we found a tone for the movie that worked, that was distinctive, and that's always the challenge.
Q: While we're talking about silence: when do you decide that no music is better? We saw that little promotional clip that you did on the bonus features for The Sixth Sense (1999) , where you and M. Night Shyamalan indicate that Shyamalan initially didn't want any music at all.
He never wants music.
Q: So in that case, you prevailed. But how does the interaction between you and Shyamalan, or any director for that matter, allow you both to decide when music is appropriate? JNH: That's forever changing, depending of course on a number of issues. One of them is the degree to which the filmmaker has confidence in his or her material. Some filmmakers are very sure about their material, and they just [say] , "I don't need music here. I don't need any help here." Or: "I feel that we really need bla-bla-bla."
Number two, I feel that film scores are terribly overspotted. There's too much music in most movies. There's just too much music. And most of it is terrible, most of it is not saying anything. It's just there.
And that's really a security blanket. It's a hallmark of a-sorry-a bad director, really, in collaboration with a mediocre composer, dare I say it. But they just come up with crummy movies with just kind of a wallpapery score. I'm not saying all. I'd say there's a lot of it there.
I have tried to start off from the following: only put the least music in the movie that is possible. And then always add more. Because that's always going to happen. So if one takes that attitude, and if the filmmaker, the director is willing to collaborate on that level, and really trust the collaborative process, then between the two of us things are revealed about the film that nobody knew. That's the best part, to say: "I know you didn't want any music here, but look what happened when I put it in here." And I put it in here and the scene is transformed, and the director goes: "I didn't know I was that brilliant!" And it's true. And there are things like that that do occur all the time. In the case of Night [Shyamalan] , Signs was the best example. Originally
Signs was not going to have any music until the last ten minutes. And then we screened it. So let's just see if I can create-thinking about The Birds (1963)-a piece that would just be so bursting with tension that you didn't need anything. Of course then we screened it, and it was ZZZ [snoring sounds]. It obviously needed more music than that, so . . . I actually wrote the end first. I sent him-and this is the truth-fortysix different versions over a period of six months.
Q: Of the ending?
JNH: Of the ending. Not completely different, but changes within, so many versions, fully realized demos on CDs for him to hear. And we kind of worked backwards, worked our way up to the front of the movie. However, with one exception: the main title was written before we started shooting. So, spotting-where you decide the music's going to be, where it's not going to be-changes and is different in every case, for me. Some directors don't even want to spot. They just want you to start working, start making demos. They'll come over and listen to what you've done. And I think that's kind of an interesting idea, because it really is a virgin tableau for a composer at that point, with zero input from anybody. "Show me the picture, no temp score, JNH: I know it would be very convenient and interesting to box it, in a way, and say, "Well, yeah, this is an approach that I take," and try and do it on more than one film. But I feel that every film I do is the first of its kind that I've done. One could say I've done everything.
I've done a million chase movies, I've done a million love stories, a million psychological thrillers, comedies, da-da-da-da-da. How many times can you . . . ? And yet, from a talented film director, the movie will have a tone that is unique to it. And that is the wonderful infinity that we're dealing with here, as is obviously the case with the music that can accompany it. So there is no set way.
It's funny you should mention The Interpreter. That was a tough time for me, because I had gotten divorced and-I won't go into the details, but-I never have writer's block. Ever. I mean, I'm famous for writing just massive amounts of music. And I never had it. Well, I had it. I had finished, I think, The Village (2004) and Collateral, and then had gone on tour with Elton John conducting his orchestra for ten concerts.
I'd just separated, and I came home and I was just really tired, and I was so excited about working with Sydney Pollack. We started, we sat and spotted like mad, and I went to the studio and . . . nothing. And I mean . . . nothing. This went on for almost two months, and I had about three-and-a-half months to do it. I mean, I couldn't put together four notes. It was the most terrifying thing I've ever been through. It was as though a construction worker's brain had been put into my brain all of a sudden, which is fine but the construction worker didn't know how to play the piano. I couldn't put two notes together.
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JNH:
That was a struggle. I don't mind talking about it. The way I got out of it, because I was really going down, I was ready to quit the movie, call Sydney, I was going to quit Batman Begins (2005), which was happening right after that. I was ready to say, "you know what, I just need to take a year off!" And then I thought: "Oh, wait a minute, why did Sydney . . . ? Sydney hired me because five months ago I wrote a piece and sent it to him and I thought it'd be good for The Interpreter." And I said: "What is that piece?" I put it up [on] the sequencer in the studio: "Oh, yeah! That's what I was thinking," and I dove in, and then I was, boom! It was all there. It was never all there.
I got over it. But it was a struggle.
Q:
The flow of time in a movie, the pacing, can vary widely, at times seeming to crawl by, while at other times seeming to race. Do you ever think that you want to help a slow section speed up or put the brakes on a section that strikes you as accelerating to a climax a little too quickly? JNH: As a composer you don't want to feel that you have to save a scene. But oftentimes, we do. And oftentimes we take a scene that is okay, and make it much, much better. We can certainly take slow moving sequences, and because of the architecture-not because of the tempo, but because of the architecture, in terms of playing the moments, and where the timing is, where we shift to another idea or color within that scene-it can move much more quickly. A lot of people make the mistake of thinking: "Well, if you want to speed a scene up, you put fast music in it." And of course that could be completely out of sync with the rhythm of the movie, and make it seem twice as long. It's very rare that a movie is moving so fast that we have to try Jolie meets her husband. And he's not your typical hunky guy. So people were feeling a little uncomfortable, they weren't really accepting the relationship as well as they were hoping. So I took it and I wrote a piece that sort of used its weaknesses as its strength. In other words, he's an odd guy, but I played it more as a fantasy, as a magical moment, because he had this wonderful quality, and all of a sudden people care about them now. They're interested in the scene, and they're paying attention to what he's saying. You can just feel it. So I think music has great power just to keep people's interest. That can also happen by getting out of the way, and not being there, as you have said.
The question that we're getting at is the extent to which you are conscious of writing in different voices. To contrast Disney once again with a very different type of film, Shyamalan's movies, do you think: "Okay, this is appropriate for Disney, but not here," and vice-versa?
JNH: Very much so. When we [Shyamalan and I] did The Sixth Sense, which I thought was a pretty good score, we had a very short time. JNH: I work in chunks. My process is so demo-dependent, which most people are now, too. And it's so that I can put all my demos in the movie, and watch the movie, and see where it's building up in a bad way, or [identify] overuse of thematic material, or underuse, or "we haven't got enough music in this area." It's very hard to get the big picture when you're working in two-minute, three-minute, sixminute segments, unless you try and step away from it, seeing this canvas, and look at it from a while back. So I would say, I'm not thinking about, "Oh, this is a three-hour movie. I either need more music, or I've got to be careful not to put too much in." Again, I approach it really the same way: I'm in the moment, with the picture-"What feels best for this?"-throwing out my first idea a lot of times, throwing out my second idea a lot of times, loving my third idea, the director hates the third idea, going back to the first. It's all of that stuff. But . . . again . . . it doesn't matter how long the movie is. I don't think that makes any difference.
Q: I want to touch back on an earlier comment of yours, when you said, "It serves the movie well" (talking about The Sixth Sense), and that it doesn't really "sound" like you specifically. It serves the movie. Isn't that really what you're here for? Aren't you here to serve Shyamalan's vision, rather than to write for an Academy Award? It's great if you could do both, but . . . JNH: I think you can do both. That doesn't mean I didn't do the right score for The Sixth Sense. I think some opportunities are more workman-like, and I think [the music for] The Sixth Sense supported the movie. The movie wasn't scary without the music, I guarantee you.
But he knows that, we all know that. It's why he values me as much as he does. Then there is Signs, for instance. I felt that Signs should 332 Christopher Reynolds and Mark Brill have been nominated, because that was an accomplished score, and I thought it really did a lot in the movie. But it was the kind of movie they didn't want to do. They finally gave me a nomination for The Village. But I think The Village, and Signs, and somewhat Unbreakable JNH: I think we're wildly different musically. I think our process is very similar. We both tend to record, make film scores the way somebody would make a record: it's very produced, high production value, we're very careful about all the synthesizers, all the electronic sounds, we record all the percussion separately, we get it all sounding amazing, then we layer it with the orchestra, get that sounding amazing. So in the end you're bringing to the mix five Pro Tool rigs with a thousand tracks of information. Just massive amounts of stuff, that then has to be mixed. It's not like recording an orchestra live. There's a huge amount of layering, pre-recording, over-dubbing that goes on for months. So he and I both do that. We have the same rigs, the same kind of set-up here.
He does many things, I think, brilliantly. One: he's an amazing synthesist. He really just is one of those guys that will fiddle around with a piano hung by a chain upside down and sample it for two weeks. Bruce Wayne, and you've got Batman. So there were really opportunities for the music to sound completely different in certain cases, in certain scenes. That collaboration has been unique. I don't think I could do it, nor would I really want to do it, with anybody else. When we started doing it, it was either-we were good friends before it started-we would either remain good friends or become better friends, or never speak again. 
The way that you move in and out of the ambient noise, around it at times, was very impressive.
JNH:
Well, this is something you might find interesting. I don't know if you knew that that score initially had been disqualified by the Academy, because there were five people on the cue sheet credit. They thought there were just too many writers. Hans and I wrote the score, nobody will argue that. The way you get paid on performances as a composer is if your name is on these cue sheet credits. We felt that Mel Wesson, who did all the electronic sound design, our music editor [Alex Gibson] and one of our orchestrators [Lorne Balfe] had worked so hard that they deserved a taste. So we used the cue sheet credit as an opportunity to say: "All right, Hans gets 30%, James gets 30%, and then Mel will get 10%, da-da-da-da-da," so that these guys get a taste in perpetuity. And they were thrilled, but the music branch saw it and said: "Oh, five writers? You guys are disqualified." We appealed, and we won. So it was reinstated. But by the time it was reinstated, there was such a stink over the fact that we didn't get a nomination, which 
Q:
The most obvious and extended reuse of Steiner's music was the tribal dance playing in the pit orchestra (with Shore conducting). Though Steiner's tribal music was very effective in the original film, it was nonetheless a Golden Age cultural code designed to evoke the "exotic other" without any real attempt at cultural authenticity. By today's standards, the jungle scenes are overtly racist. In Jackson's film, when we first see the islanders, the disjointed and dissonant music is more reminiscent of horror movies. In approaching this part 
